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PREFACE. 

TUtKajhubMaprapMttdwMl  a  doable 
tm  plM«  M  M  aU  to  th*  iMckw,  mpmUI 

ebl«iy  dJf«ct«l  to  prMlkid  ■MMte,  and  who.  coi»,q««itly,  to  .Mibte  |» 

Mvotewqr  gnat  MMNMit  of  tino  to  thoofy  I  and  Mooodl^.  M  M  aid  to 
»^t«iM^  bat  aora  particalarijr  pn*  who.  thnrngh  tbo  fan*  of  di^ 

«--too««jJ,  aaabto  to  placo  UiMtlf  oodor  tb.  ta«^^ 
afcUyvalModtoaebor.    lUny  «icb  t«ichof.  a«l  rtadoot.  a«  «»t- 
torad  hm  aad  tbora  tkoofboot  tbo  toogtb  aad  braadtb  of  tbolaad. 
Md  It  to  bopod  tbat  tbo  Mfationo  to  tbo  o>«ctoas  (IM  to  mabor)  MM 
l«d  to  rMMnrfaff  tomo  at  tbooo  difladttoo  wbleb  bttot  tbo  patbo  i 

•B  wbo  dootoo  to  bo  pcoacfaiit  fa  tbto  faipoftaot  bnuicb  of 

AUboogb  tbo  gTMt  au^jerity  of  tbo  ourctooo  awj  bo  1 
■•tto&ctorajr  to  oMfo  waja  tbaa  ooo,  oopoctoOy  to  tbo  ca 
ood  btoob  rtiytboM,  otc.  wbofo  tbo  eboko  of  cbonto  to  toft  to  tbo 

fardod  by  tbo  aotbor  ao  boto»  tbo  Bwtt  doohabto  OBo  oodor  tbo  chw 
«iw».toa^o^tbo  OBO  conildiod  ao  bofag  fa  tbo  boot  totowoto  of 
IbocooMdootloiitaooboraftorboowtodfo.  —"« - 

^Tbo  itiidoiit  to  oaniootljr  advtood  to  rate-  to  tbo 
«wcfao  only  aftor  bavfag  oodoavorod  to  work  tbo 
atudTtag  banaonjr  witb  a  vtow  to  boii«  mrroMftil  at  aa  .« 
It  oannot  bo  too  .orioMly  fa,p„.^  „pon  htai  th^  to  fotaid 

jrobaNy  ««dt  fa  dtoaotor  wbon  tbo  «S«r««i^ 

Snt  work  an  onrctoe  ao  caraftdfy  ao  poMibto  and  to  tbo  ba 

•WH^,  aad  tbon  tot  bfai  amptn  tbo  foooH  whb  tbo  ootattoa 

pfaa  bo  wiU  obtafa  a  valnabto  tooKM,  bto  fatotoot  win  bo 

•abhtoa  arooaod,  and  witb  •toadjpotWToraaco  bo  wm  bo 
cooquor  ovofy  difflcolty. 

ToraotOi  f'ltiada. 


« 
troat 
owooM 
Lolbtoi 
of  bto 
(toon  to 
by  tbto 
.bto 
Mod  to 


J,.  UAUA-jnaanppHMM 
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CHAPTER  I. 

THE  MAJOR  DIATONIC  SCALE. 
(Pages  is-ie.) 

1.  Pitch,  force  and  quality  (§i). 

a.  Diatonic-  a  scale  in  which  tones  and  semitones  occur. 
Chromatic  a  scale  in  which  semitones  only,  occur. 
Enharmonic—  a  scale  in  which  the  sounds  are  less  than 
a  semitone  apart;  it  is,  therefore,  not  used  in  Harmony  (§2). 

The  term  'enharmonic',  indicatfng  change  of  name  without  change 
of  pitch,  is  employed  for  a  scale  reference  to  which  will  be  foand  on 
page  .37. 

3.  The  principal  use  of  the  tetrachord  is  in  connection  with 
the  formation  of  new  scales. 

Any  major  scale  may  be  formed  from  its  attendant  scales  by 
taking  the  upper  tetrachord  of  the  preceding,  and  the  lower  te- 
trachord of  the  succeeding  scale.  For  example,  the  scale  of  A 
may  be  formed  by  taking  the  upper  tetrachord  of  the  scale  of  D, 
and  the  lower  tetrachord  of  the  scale  of  E.  In  like  manner  the 
scale  of  Ef  lat  may  be  formed  by  taking  the  upper  tetrachord  of 
the  scale  of  Aflat,  and  the  lower  tetrachord  of  the  scale  of  Bflat 

(§§4,5,8). 
.4. 


6.  Tonic—  the  tone-note  of  the  key. 

Mediant—  the  middle  note, being  midway  between  tonic 
and  dominant. 

Dominant  -  the  ruling  note,  being  the  note  next  in  im- 
portance to  the  tonic. 


*  THE  MAJOR  DIATONIC  SCALE. 

The  snbmediuitis  bo  called  becaune  it  is  a  third  below  the 
tonic  and  hence  midway  between  the  tonic  and  the  lower  or 
sub-dominant  (§9). 

T  Supertonic,  leading-note,  gubdominant,  dominant,  medi- 
ant,  and  submediant. 

8.  F  sharp  is  the  tonic  of  this  scale,  and  the  scale  of  O  flat  is 
its  enharmonic  equivalent. 


ta.  (W  Btlat;(d)  E;  fc)  Aflat;  ^d)  F sharp;  (e)  Dflat;  (/)  Osharp. 
13.  (a)  Subdominants-  G,  Eflat,  A,  Dflat,  B,  Cflat. 

(6)  Leading-notes-  C  sharp,  A,  D  sharp,  G,  E sharp,  F. 
14. 


I    III    V        I      L  VI  V       VI      IV    II    V 


13.  The  passage  is  written  in  the  key  of  Aflat. 
V     III    I        VI     IV    11       L    V    VI   L 


J  J  I         I 


le 


THl  MAJOR  DIATONIC  SCALI. 


Many  of  the  exerciaea  in  this  and  the  succeeding  chapters 
are  of  a  suggestive  character,,  in  No.  4,  for  example,  the  sig. 
natures  of  other  scales  may  be  given,  in  fact,  it  is  often  desir- 
able  for  students  to  write  out  all  the  major  scales  with  their 
correct  signatures. 

In  order  to  avoid  confusion  which  may  possibly  arise  be- 
tween  symbols  and  Roman  numerals  when  employed  for  other 
purposes,  the  former  may  be  written  thus:- 

T    TT    TTT    TV    T    TT    L 


Ft^r  tests  on  this  and  the  reeeeedliig  eh  ^iers,es,eoIaIdesl«ied 
'Additional  Bzereises  to  Parti.'  -"wwrm 


OHAPTBBn. 

INTERVALS. 
tPagetss-SoJ 

L  The  terms  'mj^or'and  'minor' as  applied  to  the  diatonli, 

scales  referto  the  interval  which  exists  l^tween  the  key  ^^^^^ 
or  tonic  and  the  third  degree  or  mediant  of  the  scale  ^fel 
major  scale  this  interval  is  a  miyor  third,  and  in  ie  minor 
scale  it  is  a  minor  third  (§10).  «*«  me  minor 


S. 


8. 


(a) 

JtX 


Name  of  Interval. 
(a)  M%|or  third. 

(d)  Perfect  fourth. 
'<■:)   Major  seconli. 
(a.  Minor  third. 

(e)  Perfect  fifth. 
(/>  Minor  sixth. 
(g)  Major  sixth. 
(A)  Minor  second. 
(i)   Perfect  fourth. 
(J)   Major  ninth. 

(6)      (e)      (d)     (e) 


j 


5         7-  6-»>         4 

Name  of  Interval. 
(a)  Minor  sixth. 
(6)  Augmented  fifth. 
(e)    Minor  seventh. 
(fl)  Perfect  fourth. 
(«)  M%jor  sixth. 
(^)  Diminished  third. 
(g)  Augmented  sixth. 
(A)  Diminished  octave. 


Symbol. 

4 
S« 
8- 
5 

e- 
%* 

2- 

4 
9* 

(y)  (g) 
I 


£ 


ih) 

3C 


8-«>         8- 

Symbol. 
6- 
s« 

7- 

4 

So 

6i. 
8o 


ii)      (j) 


xx 


7+ 


^ 


Semitones. 

8 

8 
10 

5 

t 

8 
10 
U 


INTIBVALS.  , 

(e)  Oonsonanti  (/)  DigBonant,  (g)  Dissonant,  (A)  DissonaS. 

a  diatonic  scale,  and  the  interval  is  a  minor  second;  In  a  chro. 

ra^au^lrJ'%''*^'"^'"'"^'«  aamcandihe  interval 
Manwgiiaentedprime  or  unison  (§§»,16). 

^!2!tojM^m5SwFsharptoO,  A  flat  to  B  double  flat. 
^ma*^8«n|to>es^P8harp  to  Pdouble  sharp.  Aflat  to  A  na- 

7.  Whantwosounds  are  heard  in  succession,  the  interval  be. 
tweenthem  is  said  to  be  melodic;  and  when  heard  in  combination, 


».  B  sharp,  the  leading-note  In  0  sharp. 

The  following  are  also  impracticable  intervals: 
2"  on  ni  in  C  sharp. 
6.  on  L    in  P  sharp. 
3o  on  I     in  Cflat.- 

7o  on  rv  in  aflat. 
10. 


i 


M 


<( 
<( 


18. 


INTIRVALS. 
II.  Tonic  down  to  leading-note. .  a  minor  second. 
**  aubmediant...  a  minor  third, 
dominant  ...»  a  perfect  fourth, 
subdominant. .  a  perfect  fifth. 

mediant a  minor  aixth. 

'^  supertonic a  minor  seventh. 

*°°*« a  perfect  octave. 


U  ■ -r-^ 

'*"  So  a. 

*n  60  6- 

(6)  C'to  EtM  .  .  .  8- 
EflattoO...  a* 

OtoC 4 

0  to  G. 5 

EflattoO  ...  B* 
GtoEflat .  .  .  e- 
C  to  C 8 


(a)  0  to  B  . 

. .  B* 

E  to  0  . 

.  .  8- 

0  to  0  . 

.  .  4 

C  to  G  . 

•.  .  5    \ 

E  to  C  . 

.  .  6- 

G  to  E  . 

.      .       B'f       ^ 

0  to  0  . 

.  .  8 

I  uluuU^I 


scale. 
15. 


7-       8-       60  a-        2. 

The  above  scale  Is  known  as  the  instrumental  form  of  the  chromatic 


I 


(a) 


1  2 


2*  S-  8*  4  4. 


_* «-  »♦  4  4« 

"^  '  I      I      MM      I  II  I .    II 

»•  »  «-  8«  7-  7*  8 


INTIBVALS. 


1"  8«  So  4o  8m  6 


16. 

(a) 


"  7e  8e 


Con.       Dig.        Con.       Dig.      Con.       Con.      Din.       Dig. 


Con.      Dig.        Con.      Dig       Con.       Con.      Dig.       Dig. 


IT. 


(a) 


(6) 


n: 


4o 


•eo 


18.  (a)  C,  O,  P  and  Bflat;  (b)  D,  A  and  E;  (e)  B,  Psharp  and 
C sharp;  (d)  Eflat,  Aflat  and  Dflat;  (e)  Oflat  and  Cflat. 

le.  In  each  of  these  examples  the  upper  note  of  the  second 
interval,  is  the  enharmonic  equivalent  of  the  upper  note  of  the 
first  interval.  The  first  interval  in  each  example  is  diatonic, 
because  it  is  found  in  some  one  or  other  major  scale,  which 
is  not  the  case  with  the  second  interval. 

The  first  interval  in  each  example  is  one  of  the  imperfect 
consonants,  and  as  such  it  may  be  enharmonically  changed 
Into  a  dissonant  interval.  Perfect  intei'vals  may  not  be  •» 
ohftnged  (§2o). 


INTIBYALS. 

ao. 

Intervftl. 

Name. 

Bemltone. 

Iffe«t. 

Inversion. 

. 

(a) 

1 

Con. 

8 

N 

(6) 
(o) 

u 

Dft. 

8e 

Zn 

Dli. 

70 

(d) 
(e) 

So 

a* 

DlH. 

Dis. 

7* 
Bm 

(J') 

Con. 

B- 

(g) 

4e 

DIa. 

5b 

(A) 

4« 

Dis. 

5o 

(i) 
(J) 

6> 

8e 

®i 

Dis. 
Dis. 

4o 
4ii 

U) 

B* 

Dis. 

So 

(i) 

B- 

Con. 

S* 

(m) 

7* 

Dis. 

8- 

(n) 

r- 

Dis. 

.. 

Additional  xerciaes  on  naming  intervals  maybe  obtained 
^employingthebasBclefansteadofthetreble)  in  exercises 
Nos.  a,  4  and  80;  or  by  employing  the  C  clef  on  the  third  line,  or 
the  fourth  line,  or  indeed  on  any  of  the  other  lines.  Exceptional 
intervals  may  occasionally  arise  by  the  use  of  other  clefs  as 
at  (^)  in  No.  4,  where  the  bass  clef  would  change  the  given  in- 
terval  into  a  doubly  diminished  third;  but,  as  the  ability  to 
name  intervals  is  of  such  importance,  the  fact  that  such  an 
interval  is  not  used  in  music  need  not  be  taken  into  consider  - 
"tion. 

In  order  to  thoroughly  appreciate  the  significance  of  exer- 
cise  No.  19,  the  student  should  possess  some  knowledge  of  the 
minor  scale  and  the  common  chord;  this  exercise,  therefore, 
maybe  reserved  untU  the  student  has  mastered  Chapter  IV. 


OHAPTBB  ni. 

THE  MINOR  DIATONIC  SCALE. 
(Pages  88.40.) 

I.  The  chief  points  of  difference  between  the  major  and  mi 
nor  Males  aret 

1.  The  intervals  between  the  tonic  and  mediant,  and  be- 
tween  the  tonic  and  submediant,  are  both  mi^'or  in  the  major 
scale  and  both  minor  in  the  true  minor  scale  (§21). 

s.  The  minor  scale  exists  in  a  variety  of  forms  (§21). 

3.  Minor  scales  are  constructed  from  major  scales,  either 
from  the  relative  or  the  affinitive  (or  tonic)  major.    Hence  the 

minor  is  an  artificial  scale,  whereas  the  miy'or  is  a    natural 
scale  (§25). 

4.  The  major  scale  is  diatonic  in  every  particular,  but  the 
minor  scale  possesses  a  chromatic  element,  the  leadinir-note 
always  requiring  an  accidental. 

2. 

Harmonic.  Melodic. 

'^  'I  J 


10 


.4.       m^      J"*  *"*°*  DIATOKIC  SCALl. 


♦  A  name  nuggested  M  M  aid  to  the  memory. 
^(^  Bsharp,Enatuml,  Aaharp,  Psharp,  Cdouble  sharp,  Dna. 

6.  (a)  Psharp;  (d)  C,  (e)  Ogharp,  6/;  Bflat,  (e)  F,  (/)  Osharp. 


fS 


iDdbSd 


8.  Psharp,  D,  Bflat,  C sharp,  E,  G. 

9  The  two  scales  ar«  said  to  be  in  affinitive  relationship 
with  one  another,  that  is  to  say,  C  sharp  minor  is  the  tonic  minoJ 
of  Csharp  miyor;  and  Csharp  major  the  tonie  major  of  0  sharp 


10.  (a)  E,  Csharp,  and  Fsharp  (melodic). 
(6)   G,  Bflat,  and  C  (melodic). 

"*  5!  ?:,*""*  ®''   ^^^  ^"'***  *"^  ^- '  ^^^  «♦  »«d  0.harp., 
WDf  at*  and  Bflat.,.  (*;  Psharp*  and  D sharp.; 
(/>  Cflat*  and  Aflat-.  '^  ' 


u 


TO  M INOB  DIATONIC  8CAL1. 

■cale  of  Oilurpmi^r  not  being  Meognlted. 

W  Omtoor,tlieio«l6ofDtlurpnotbelngrecognlMd. 

I    ni  V  VI  nr V ni  n    v mnr ii  l 


13. 


H.  The  passage  Is  written  in  the  key  of  C  sharp  minor. 

i.  ^a^A     i  VI  vn    V  in  I  IV  L       i 


j:.^rh'or  lifwrriT  ^'•"''"''"^*'"^*'  -•»"•  *•»•  ^^ 


Melodie. 


ItwajbeseeattatniandVIreiiialnuncliaiigwlta  aseendlag,  la 
deseendtag  this  Bcale  lathe  same  as  the  harmonle.  ^^ 

18.  The  leading-notes  of  the  attendant  keys  of  0  are  Psharn 
B,  Osharp,  D  sharp  and  C  sharp,  all  of  which  occur  in  the  mo- 
dern  enharmonic  scale  of  C;  Psharp  as  a  perfect  chromatic,  E 
as  diatonic,  and  (Jsharp,  Dsharp  and  Csharp,  as  imperfict 
chromatics. 

It  is  generally  advisable  for  students  to  write  out  all  the 
minor  scales  with  their  correct  signatures,  in  both  their  bar- 
monic  and  melodic  forms. 


CHAPTER  IV. 
TH8  COMMON  CHORD. 

t.  A  triad  !••  Chord  oonihting  Of  three  note.,    or  in  other 
word..  »  note  with  it.  third  and  fifth  only 

In  a  eoncord  there  i.  no  di..onant  interval  between  any  two 
note,  of  thechord,  while  in  a  diacord  there  i.  atleaat  on.  dTL 
ionant  interval  (§8«). 
.2. 


!♦         II.  UI-  IV* 


V*  VI-  Lo 


HI-  IV*  V*  VI. 


Lo 


Uo      in«       IV.       V*        VI* 


Le 


.  TBI  COMMON  CHORD. 


D-      Ft-         AU  B« 


Bk. 


% 


(a) 
(d) 
(e) 
(d) 

(B) 

(ai 


(6) 


(a) 
(d) 
(e) 

(a) 

(a) 


SabdOBiliiaiit. 
B. 

A  minor. 
0  sharp  minor. 
Bfl«t. 
Psh%rp. 
P  minor. 


8aba<>dlant. 
0  sharp  minor. 
P. 
A. 

C  minor. 
Dgharp  minor. 
Dflat. 


In  O  major  as  I,    a  primary  triad . 
"   D  mi^lor  "  ly  "  u 

••   C  mi^or  "  V,  "       "  « 

"  C  minor  *'  V,  "        •'  « 

"  B  minor  "  VI,  «  secondary   " 
In  O  minor  as  I,   a  primary  triad. 
•*   P  mi^or  "  II,  «  secondary  " 
"  E  flat  major  as  ma"  " 

"  D  minor  as  ly  a  primary      " 
"  B  flat  mttior  as  VI,  a  secondary  triad. 


Minor  Keys 
Augmented;       B. 
Diminished; 
Augmented; 
Diminished; 
Augmented; 


C/>    Diminished; 


C  sharp  and  E. 

C sharp. 

Fsharp  and  D  sharp. 

D  sharp. 

Aflat  and  P. 


M 


THE  COMMON  CHORD. 

(d) 


f^^^^^^^m 


th!'HTil?-™*?'"f''°"''"'^*"*^^^'*'»»°«»<'  basis  of 
tJ^oZT  :■  ^'f  ^-^^'^."'"'y-triadisforn.ed  upon 
(J,  and  to  this  triad  is  added  two  other  m«yor  triads  one  of 
Which  has  for  its  fifth  the  root  of  the  triad  of  S^^d  the "h^r 

tterLrr^^^^^^^^  ^-  *^- 

la.  The  scale  of  Dminor  may  be  formed    by    chromatically 
owerxng  the  mediant  and  submediant  of  Dmajor.      TZ 

tHal''r*7K*'i*'';'''™'^J°'*'«  ''-^''^^  i»to     minor 
scale  of  D  minor,  ndrmal  form,  (§8*). 


je^- 


THE  COMMON  CHORD. 

(»>      (o)      (a)i-    (g) 


10 


14. 


VI.      m.      IV+     ir. 


V* 


■"  II  ^u    ■■  ^'^  „  ^^^      ^'^      ^^^     'r^      (A) 


VI-        II.         V 
It^S^nmo.     Alto.  Tenor.  Bass. 

i>i " '" ;  iM  „  II 

W.  The  common  chord  may  be  arranged  for  yolcee  i„  five 
dtff«.n»w.y,,.  Win  doe,  f„™,  ,,,  ;„         ,  J^  '^ 

tteroo,  being  doubled,  (a)  with  the  third  doubled  ftiCh  the 
mad.nbK.nd(.)wi,h  the  fifth  omit.ed;4).nd&rarlt 
-the regaI.rp.eiM„ne,fa),  f4)  and M,  aethe  irr.gularpoei.iona 


I  !  %  '■ 


THJ  COMMON  CHORD. 


( 

— •— 

ib) 

1 — *~~1 

rV^' 

1 

— o — 
— n — 

Q    , 

:  11'-; 

-  xrz 

o— 

— ©— 

-'  n-: 

^ 

«_i 

— « — 1 

=> 

1 

WMd 

^ 

"A    J 

is  exceeded  between  the 
is  exceeded  between  the 


31.  (a)  Bad;  the  interval  of  an  octave 
alto  and  tenor. 

(b)  Good;  open  form. 

io)  Bad;  the  interval  of  an  octave 
treble  and  alto. 

id)  Qood;  close  form. 

omJ^!^""'"" """""■""•'•''«"«■•<">»'«  Of 'h«  chord)  i. 


23. 

C  sharp  minor.       F  minor. 


minor.    Bflat  minor. 


1 

• 

^#^ 

1  ( 

-*«— 

-o 

-•- 

— e— 

inn— 

fer 

1  j 

_ixi-j 

-«- 

1    o 

-iif 

.Ma  " 

m- 

1  ( 

^^ 

•IT-: 

— o— 

— o- 

— n — 

1 

EU 

— o 

o 

■  n.rj 



A* 

ni-»  I*  VI 


I-    VI*    IV. 
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88. 


THl  COMMON  CHOBD. 
^»'  CIos«. 


30.  <The  common  chord  of  nature',  is  the  name  given  to  the 
major  triad.  It  ia  so  called  because  it  may  be  obtained  ftom  a 
stretched  string,  by  dividing  the  same  into  its  aliquot  parts, 
the  fourth,  fifth  and  sixth  sections  vibrate  respectively  as  the 
root,  third  and  fifth,  of  a  common  chord.  Hence  the  major  is  a 
natural  triad;  whereas  the  minor  is  an  artificial  triad,  that 
is  to  say  it  has  been  adopted  by  man  for  the  purrose  of  art 


CHAPTER  y 

HARMONIC  PROORESSIONS. 
(Pages  78-77.) 


«0  HARMONIC  PB0GB1S8I0N8. 

».  The  term  ^ovement'ia  applied  to  the  interval  between  two 
notes  of  a  melodic  progrewion,  while  the  term  Motion' i8  applied 
to  two  parts  moving  in  relation  to  one  another  (§§40, 4i). 

^"^       Movement.  <^) 


Similar.   Contrary.  Obliqne. 


Movement. 
(a)  disjunct 
dinfjunct 
conjunct 
coiyunct 
conjunct 
(/!)  conjunct 
(g")  disjunct 
(A)  coiyunct 


(6) 
(e) 
(d) 
(e) 


Motion.  Position, 

contrai-y  close 

contrary  open 

similar  close 

oblique  close 

oblique  open 

similar  open 

contrary  close 

contr«iry  close 

6.  Hidden  consecutive  fifths  and  octaves  occur  when  a  perfect 
fifth  or  octave  (between  the  treble  and  bass),  is  approached  by 
similar  motion.  When  the  roots  taove  a  perfect  fourth  or  fifth, 

SL^fSfliL**"*  progression  Hto  y  provided  the  treblemoves 
coiyunctly,  hidden  consecutives  rarely  produce  a  bad  effect,  and 
especially  18  this  the  case  when  both  chords  are  primary 
triads.  Hidden  consecutives  are  bad  if  there  is  disjunct  movi 
ment  m  the  treble,  except  alone  in  the  progression  HtoV  when 
hidden  fifths,  with  disjunct  movement  in  the  treble,  are  good  In 
this  progression  (H  to  V),  hidden  octaves,  even  though  the  treble 
moves  coiyunctly,  are  not  good  (§42). 

fo)  The  hidden  octaves  are  good,  as  the   treble   moves  con- 
junctly, and  the  roots  move  a  perfect  fourth. 

S  mJ*  ?!5?®''i''**'^  "^  bad,  as  the  treblemoves  disjanctly. 
(e)  The  hidden  fifths  in  this  example  are  bad,  on  account  of 
the  treble  moving  disjunctly. 

(§42)'^^*  ^^*****°  ^^^^^^  *'*  gcod;  the  progression  being  ntoV 


HARMONIC  PB00BI8SI0NS.  u 

6.  OroBBing  of  parta  oeeura  when  one  voi^e,  the  tenor,  for  ex- 
ample,  takes  a  higher  note  than  the  alto,  in  the  Bamechoid.  Over- 
lapping of  partB  occurB  when  one  voice,  the  tenor,  for  example, 
takes  a  higher  note  than  that  which  the  alto  took  in  the  preced. 
ing  chord.  Overlapping  is  allowed  between  the  tenor  and  bass 
when  the  tenor,  taking  L,  rises  a  semitone,  while  the  bass  rise^ 
a  perfect  fourth,  Vto  I.  It  may  also  be  freely  employed,  espe- 
cially  between  the  inner  parts,  should  the  purpose  be  to  avoid 
tne  inrrmgement  of  a  more  important  rule  (§§  m  43). 

'     ''•  /??  ^""^^''"tive  octaves  between  the  alto  and  the  bass. 
7  Consecutive  fifths  between  the  treble  and  the  bass. 

*i.  /''l,'*^®"*'*'"««'^*^^®o<'*av«8,  with  disjunct  movement  in 
tnet.eoie. 

treblf ^^''****"  consecutive  fifths,  with  disjunct  movement  in  the 

(e)  An  augmented  second  in  the  alto. 
(/>  An  augmented  fourth  in  the  tenor. 

andt^oronrfirs'llt''*'^"""'^ 

fore  tt  Inor^t.'"""'*' "  '"""''''•  "dthesharp  is  omittedba- 


8. 


Close  position 

(a) 


(3) 


(e) 


(a) 


flABMONIC  PB00BI88I0N8. 
0pm  poiltloa. 

(a)  (i)  (e) 


VI-        V*         II-      VI 

0.    Close  position. 

<«)  (d) 


(e) 


I*       V*         IV*       II.         VI 


V* 


IV*  I* 


(a) 


VI-       III. 


IV*        VI- 


II. 


V* 


I*      II-       ir*      I* 


Op«i  ,0.1110^''^'''^  PB06B188I0K8. 

^>  <»)  (e)  (a) 


M 


I*    IV*     VI.     n-      VI.    IV*      IV*      1* 

<«^  {/)  {g)  (A) 


IV* 


M 


HABMOHIC  PROOBI88ION8. 


11.  When  the  leading.note  ooeora  Iny  it  mait  never  be  doub- 
led,  but  when  it  ooenra  in  HI,  the  nile  ia  not  so  stringent.  The 
most  frequently  employed  wid,  therefore,  the  most  important 
progressions  from  Vare  to  I  and  to  VI;  in  e«eh  of  these  pro- 
gressions  the  part  which  takes  L  should,  as  a  rule,  rise  to  I, 
especially  when  L  occurs  in  the  treble.  The  leading-note 
should  never  be  approached  from  below  by  an  interval  greater 
than  a  third;  but  from  above  it  may  be  preceded  fcy  any  de. 
gree  of  the  scale  ( §§  as,  40, 48). 


T*— ^WUl  .     -11-,  ■ 


HABMONIC  PROORI88IOW8. 
Open. 


RABMOiriC  FBOGBISIIONS. 

Of«a. 


RABMOiriC  PBOGBISflJuifg. 
IS.       (a)  (s) 


I         IV  V         VI 


V  IV  I 


S8 


S^ 


(!■ 


Iff 


l».      te) 


HARMONIC  PROGRESSIONS. 


IV      I        IV      VI        V 


I  II       VI        V       VI 


HARMONIC  PR06BB88I0NS. 
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I         IV  I 


V  VI  V  V 


•mm-mFmrnrnt 


SO 


HARMONIC  PB00BIS8I0NS. 


23. 


P 


M 


1 


^ 


r 


f 


m 


f 
1 


^ 


I      IV      n 


J    II  J 


r 


^ 


r 
1 


p- 

I 


f= 


^ 


f= 


J: 


f 

i. 


f 


IV      VI     rv 


1 


T 


T 


T 

V 


f 


VI 


^ 


£ 


24. 


p# 


i 


4= 


'\  I  j 


J 


f= 
1 


r 
4. 


S 


^^ 


f= 


VI        U  I 


rv 


^ 


^ 


^ 


7 


1 


^ 


IV         VI 


I 

V 
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I 
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CHAPTER  VI. 
CADENCES  AND  SEQUENCES. 


i*v*vi.ra.vi.ii.    V*    in.vi.yw»  mv*    u 


^^^^ 


V*   i*vi.rv  V  III.  VI.  mn.    v*  m 


VI-    IV+ 


V*  VI.  m  V*    !♦ 


i*vi.v*i.(vi-^;(u     f;v,.;v,,^    „, 


V*  !♦ 


88 


CAOINCIS  AND  8BQUKNC18. 


I*     !♦'/♦     VI.       IV     v*in.(^:vt     i^l 


hi 


V     ' 


i 


I*      rv*({^:     v* 


1+      V*  VI-  nr+v*     I* 


I-V*       I-     VI*  IV-     V*      I-  V*  VI+IV-  V* 


I- 


I-"    I-  V*  i-(}J-v*  I*   I*     I*  V  H^:y*  1* 


CAD1NCI8  AND  SIQUINCIS. 


(W* 


D- 


(rivv*ni.vi.(^:  ^;   ,.      ^  ^^  ^ 


VI*  V*    I. 


i*iv*r*vi.mn.    v     i*  v*  vi.  m  ii.  v     i* 


VI-     V*     I*       IV 


III.  VI.  vr*  v*        I* 


"*^^ 


CADINCI8  AND  S1QUINCI8. 


D« 

I*  rv*  V*  VI. 


!♦   IV*   U 


r  'r  r  r 


I*    VI-    in-  IV*  v»     VI.    V* 


10. 


11 


^^m 


I 


3C 


ii 


£ 


s 


;^ 


?^ 


P 


ji 


^ 


ii 


rrirnrr 


w 


<ii 


i+m-  rv*   II.  IV*   V*   iii-v*  vi-v*  iv*v*     i* 


11. 


P 


^ 


SS: 


1 


f 

1 


^ 


3i: 


3x: 


ff 


J^ 


^ 


^ 


iJ 


e 


A* 

I*    VI-  rv* 


f 


I*     IV*  ni.(j[J:  V* 


VI.  K* 


« 


3x: 


VV* 


CADINCIS  AND  SIQUIlfClS. 


ts 


*♦  C?:^:  (4; 


A* 


V*    in- VI.  mv»     u 


I*    i*mu-iii.  i*(n^.V;     !t* 


v*vi-mv*    I* 


I-       IV-  I-         V* 


V*       I-  VI*    IV.  V* 


I- 


-ri 


M 
k 


If 


f      ''I 
ill     <i" 


S6 
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CADINCIS  AND  8IQVINC18. 


l-"v*    I- 


IV-  V»VI*     V*      I.  VI*   V*I-    IV.  V*     I- 


B. 


i:  V*  VI*  IV.  V*      I.  (]!j*  ?:      i^ 


J    Ji 


Ji_iJ 


J   J 


n-  B- 


VI.      II.    U       IV*  ({^:v*    I.        IV.     V* 


CAD1NCK8  AlfD  SlQIflifClS. 


Mf 


minor,  with  Tierce  de  Pioardie  (S«j.  "*"  '*'""  <»  » 


19. 


CAOINCIS  AND  8IQUINCIS. 

(a) 


9ie, 


I*  rv*    II.  V*    m-  VI. 


U       Vf   VI-    III-  TV*      I* 


m     ' 


I 


i 
11 


Ir     M 


U    III.    VI.        II.     IV*    Lo       III.    V*     U 


A  A  J 


1±A 


J  i 


I*     VI-  IV*  Lo      V*  in-  VI-     IV*  n. 


eie. 


CADIWCIS  AH D  SIQUIlfCIS. 


St 


9t0. 


!♦    v*ni.ivii.   vi-mv^ut   lovvi. 


6te. 


i-iv-Yiuv.    yunoy.uu  ry.yiuuJu 


c*  r*  BV*  Eu  AU  Dk  otTm    b*  b* 


A->  !)♦    G-*.     (?♦ 


▼♦     m-vi-   n.  V* 


I* 


»    .  < 


40 

ts. 


CAOlirCII  AMD  SIOUINCIB. 


fip=if=l 

Fl=f=q 

wy    M — 

#= 
^ 

=*= 

tf 

^ 

=5= 

1 

1^^ 

N^ 

tfM=J 

^ 

l4        U  Y»        VI. 


n-     y*  VI.  IV4V*      I* 


I*  VI.  II.  V*   i*iv*    V*    iii-vi-mi*  n.v*    i* 


I*      IV«III-      VI 


V*     in- VI.  IV*  V* 


CADIlf C18  Alf D  8lQU|]fCl8. 


'•  V*     I-       I.  V* 


'-   (ff-v:  Mv*(ft:fc     ,. 


I-"VI*    V.,.(IV.F*      ,^     ,,,^^^^       ., 


^♦vtfffev;   ,. 


V*    m-vi.  IV* 


V*       I* 


'-      V*  I.      nr. 


"**     '*vi-(ifei-     ,. 


^  CA0INCI8  AND  SIQUINCIS. 


i*rv*Lonr.vi.n.    v*    i*vi.  n-v*  i*iv*  i* 


i^ 


ii 


I 


I-  V>    I- VI*  IV- I-       V*     V*VI*  V*  I-   IV-V*      I. 


I*  V*  I*  IV*  i*v*vi-  V*  ra-vi-  II.  v*vi.ii.v* 


r 


OHAPTBR  VII. 
THE  CHORD  OP  THE  SIXTH 


44  THI  CHORD  OP  THl  SIXTH. 

5« 


/dfeN=^ 

F^ 

R<=fi 

pt* 

Ff^ 

fJ* 

l=t=R 

1       1       1     1      11 

-t-M 

6 

tfi*^ 

tr^ 

'*=r 

'     6 

'^ 

f^ 

I    v>i    nrv   PI    vp    iviv»ip   ipv   i 


I    I?    PIV      I    IV»  V  P  U     I   P     IPV       I 


I       I    IV  P  VP    II  V»  I    IVi  P  VI  IV  I       V     I 


I  i;P  IPV   P  I     V         I   V»IV>IIPIPPlpy     I 


TH  J  CHORD  OF  THl  SIXTH. 


AAAA 


UAA 


JJul 


U_l 


„     „      _     /V       |!*/T 


I  v»  J  V   vinpviui  ivt»  p  m  (Y   v(| 


P  L*  I     P     IV  P    U  I      V  VI  IV  V      P    IV  I 


»♦"  ••«»'»     B         Beeee        e      » 
I  v»iv»iiPD»  pvin»v    P  ipiipivjvi  I  mivi 


•     •         el 


I  P    VP  (Uvi.iqifvmyyi  my    i 


■J»v 

.V- 


IS. 


IS. 


THS  CHOBD  or  THl  SIXTH. 


I  Ii»P  IP  V  VI  IP 


i 

V 


I  V»IV>IIPIP  P   W     I 


I      V»IV»IIPIP 


e 
P  U 


p  L*    I  rv»  v»  I    VI   rv>iip  m  p  ip  v    i 


THl  CHORD  OF  THl  SIXTH. 


i7 


O*    "  "  • 

I    iv»  L   np  VI   IP  V 


wJl^T""';  ""/"'"''""■  •"""•"I""".,    ir«,p„. 
M«  of  th.  nombM  of  yoic.  for  wUoh  Ih.,  ,„  writtoi  .« 


I'm 


OHAPTEBVin. 

THE  CHORD  OF  THE  SIX- POUR. 

'P»ge«  1S8-18S.) 

I.  to)  P,  major;  (6)  A,  minor,  '(e>  Bflat,  major,  W  Fd»rp, 
minor,  (e)  B,  major,  (y)  B  flat,  minor,  (g)  D  sharp,  minor. 


3.  to)  Pedal  gix-four,  m  Pissing  sii-four,  (WAppoggiatura  six- 
four,  (d)  Cadential  six-four,  fe)  Arpeggio  six-four  (§§e8,M). 


V  VI 


THl  CHORD  Of  THl  SIX-fOUB. 


60 


THI  CHOBD  or  TBI  SIX-POUR. 


II  I    ni    I*  V   VI     I    11  ivi   i«  V 


10. 


THl  CHORD  Of  THl  SJX-FOUB. 


I»    I    II     IV  Lt  I       P  V       II     VI  V    I       IV   F  V       I 


I'^'ihirn ; j\rci  i\ 


V       I     P    I     VI  V    Vi      I      II   VI    u    i^i    „ 


THl  OHOBO  Of  THI  SIZ-FOVB. 


IP 


I-   •    it 

I   iv»i    n    p   V 


tS    •     8    • 

I,*  • 

I  ivii   n    p    V 


•   -    6 
4  .    t 


•     <     I 

VI  IV  P  vp  n  Yp(f^Y 


I    p   i»  V 
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THi  OHOBO  Of  TBI  ilX.fOUB. 


8t 


Pv-vi  VI.IIMV  I  nrii   pv  i.   ,y  n  ^. 


THi  CBOBO  OF  THI  SIZ-rOUB. 


I    i»  V     I     vj    iv>iu«»n>    p  V    II 


B    «    6      see      e 

IV  III  III»»VI  IViIIi     t»    ^      I 


I    p  I 


TBI  CIOBO  OF  THI  SIX-FOUB. 
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IVl    I 

hi  j  1 
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VI    n» 

4     a 

I»      V 
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I 

1      1    V*^ 
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M 

21. 
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Valuable  additional  exercises  on  the  harmonization  of  melo- 
dies mny  be  obtained  from  my  of  the  Ifymn-books  in  ordinary 
tise.  Choosing  a  hymn-tune  at  random,  but  S.  M.,  0. M.  or  L.  M. 
for  preference  at  first,  the  student  should  write  out  the  melody 
only,  and  then  harmonize  the  game  in  accordance  with  the  table 
on  page  tai,  Part  I;  after  which  he  should  compare  the  result 
with  the  tune  in  the  hymn-book,  playing  them  both  over  on 
the  piano,  but  not  wasting  time  over  the  analysis  of  any 
chords  with  which  he  may  not  be  familiar. 

After  a  little  practice  along  these  lines,  the  student  may 
bo  prompted  to  compose  hymn-tunes  of  his  own,  and  he 
should  be  encouraged  as  much  as  possible  in  this  direction. 
The  importance  of  the  pre'sent  chapter  cannot  be  overesti- 
mated.  To  the  student  who  has  mastered  the  common  chord 
and  its  inversions,  the  subject  of  harmony  has  no  unsur- 
mountable  difficulties  in  store.  All  compositions  are  con- 
structed, directly  or  indirectly,  upon  these  chprdsj  the  stu- 
dent, therefore,  will  be  well  repaid  for aUthe time  and  trouble 
spent  on  this  particular  branch  of  harmoi^. 
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